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ABSTRACT	

	 This	paper	discusses	the	issue	of	college	horn	players’	difficulty	to	apply	their	

theory	and	aural	skills	knowledge	to	their	instrumental	playing.	This	study	will	

cover	the	skills	needed	by	the	horn	player	that	they	gain	in	these	courses	as	well	as	

an	introspective	look	at	the	methods	to	teach	these	skills.	Some	of	the	issues	found	

dealt	with	lack	of	research	in	the	field	of	the	correlation	between	the	musicians’	

aural	skills	and	their	horn	playing	as	well	as	a	lack	of	representation	in	theory	and	

aural	skills	textbooks.	This	lack	of	information	has	led	me	to	conduct	my	own	

research	and	combine	it	with	my	own	teaching	and	playing	experience	to	choose	the	

best	route	for	the	student.	After	finding	the	best	approaches,	I	have	created	flexible	

lesson	plans	along	with	teachers	guides	for	the	teacher	to	use	in	their	private	

instruction.	The	goal	of	this	project	is	to	assist	teachers	by	helping	them	forge	strong	

theory	and	aural	skills	in	their	students	which	will	likely	help	their	performance	

accuracy	as	well	as	allowing	them	to	play	with	informed	musicality.	
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CHAPTER	I	
INTRODUCTION	

For	both	professionals	and	beginners	alike,	the	horn	can	be	a	very	

challenging,	unforgiving,	and	humbling	instrument.	As	a	horn	player	myself,	I	am	

required	to	have	excellent	ears	because,	without	them,	I	would	often	play	incorrect	

notes	due	to	the	proximity	of	the	harmonics	in	the	horn’s	most	utilized	tessitura	

(Douglass,	2014).	Upon	inspection	of	various	solos	from	standard	repertoire	for	the	

French	Horn	(i.e.,	the	Mozart	Horn	Concerti,	the	Beethoven	Sonata,	Franz	and	

Richard	Strauss	Horn	Concerti,	and	Dukas’	Villanelle),	about	three	fourths	of	the	

playing	is	done	between	the	sixth	and	the	sixteenth	harmonic	(see	examples	1.1-1.4	

below).		

	

Ex.	1.1:	Wolfgang	Amadeus	Mozart	Horn	Concerto	no.	2	in	E-flat	Major,	mvt.	I,	

transposed	for	horn	in	F.	

In	the	example	above,	the	horn	player	is	playing	the	6th	harmonic	and	higher	for	all	

but	four	notes.	
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Ex.	1.2:	Wolfgaing	Amadeus	Mozart	Horn	Concerto	no.	2	in	E-flat	Major,	mvt.	I.	

This	example	shows	the	same	excerpt	if	a	trumpet	played	it	on	their	own	

instrument.	The	shift	in	harmonics	is	an	entire	octave,	putting	them	farther	apart	for	

most	of	the	excerpt.	

	

Ex.	1.3:	Richard	Strauss	Horn	Concerto	no.	1	in	E-flat	Major,	mvt.	I.	

In	this	excerpt,	when	played	by	a	horn,	all	notes	but	one	are	at	the	6th	harmonic	or	

above.	
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Ex.	1.4:	Richard	Strauss	Horn	Concerto	no.	1	in	E-flat	Major,	mvt.	I.	

If	this	excerpt	is	performed	by	a	trumpet,	only	F	and	above	are	at	the	6th	harmonic	

or	higher.	

This	is	especially	common	in	classical	solos	and	repertoire,	as	the	modern	

valved	horn	was	not	yet	created.	The	musicians	would	only	have	access	to	the	

natural	harmonics	of	the	horn	and	the	few	notes	they	could	create	by	altering	pitch	

with	their	right	hand.	To	create	any	sort	of	scalar	melody,	the	composer	placed	the	

player	between	the	eighth	and	sixteenth	harmonics,	where	a	scale	can	be	played	

with	almost	no	manipulation	of	the	right	hand.	This	requires	extreme	accuracy	and	

flexibility	as	well	as	a	good	ear	and	confidence.	

As	stated	by	Tom	Reicher,	“Singing	and	horn	playing	long	have	been	

associate	in	horn	pedagogy…”	(Reicher,	2021).	In	some	programs,	much	like	at	my	

own	middle	school	that	I	attended,	horn	players	are	chosen	by	the	teacher	based	on	

their	ability	to	match	pitch	among	other	aural	skills.	Singing	and	matching	pitch	also	

go	hand	in	hand	with	the	inner	ear.	In	his	book	on	horn	playing	in	the	Austro-

Bohemian	tradition,	Fitzpatrick	quotes	the	writer	of	Methode	de	Premier	et	de	

Second	Cor	–	Heinrich	Domnich	–	who	says	that	“Everything	one	plays	on	this	



Texas	Tech	University,	Michelle	Shaheen,	May	2022	
 

	 4	

instrument	must	first	be	formed	in	the	mind;	if	the	inner	concept	is	false	or	not	

clear,	so	the	tone	which	results	will	sound	accordingly.”	(Fitzpatrick,	(1970)	

(Domnich,	p.	4).	Without	an	accurate	concept	of	the	pitch	and	sound	I	want	to	

achieve,	I	am	more	likely	to	play	inaccurately	and	without	confidence,	leading	to	

tone	problems	from	lack	of	air	or	intent.	Having	excellent	aural	skills	as	a	horn	

player	allows	me	to	have	the	courage	to	continue	playing.	I	have	come	across	many	

horn	players	who	lack	sufficient	aural	skills	and	find	less	enjoyment	in	playing	the	

instrument.	These	players	tend	to	quit	or	make	excuses	to	avoid	practicing	the	

instrument.	Therefore,	I	believe	that	the	best	way	to	guarantee	that	a	horn	player	

will	be	successful	is	to	strengthen	their	ear	and	their	understanding	of	the	structure	

of	the	music	that	they	are	playing.	

	 However,	there	are	other	skills	–	both	aural	and	theoretical	–	that	are	

important	for	a	horn	player	as	well	as	any	musician	to	master	in	order	to	excel	in	

their	craft.	According	to	Karpinsky,	there	are	six	musical	features	that	are	important	

for	the	musician	to	be	attuned	to	and	be	able	to	hear.	These	being	texture,	timbre,	

tessitura	and	register,	tempo,	dynamics,	and	articulation	(Karpinsky,	2000).	These	

are	the	fundamental	building	blocks	for	creating	aurally	aware	musicians.	It	takes	

little	training	to	be	able	to	notice	these	qualities	but	a	lot	to	discriminate	between	

minute	differences	in	music.	For	example,	a	student	might	be	able	to	identify	that	a	

section	of	music	is	played	by	woodwinds,	but	it	takes	a	familiarity	with	timbre	of	

these	instruments	to	identify	which	woodwind	instruments	are	playing	the	passage.	

There	is	a	difference	in	timbre	between	an	oboe	and	an	English	horn	and	the	

student	needs	to	be	able	to	discriminate	between	the	two.	An	even	more	difficult	
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comparison	would	be	between	a	violin	and	viola.	Their	timbres	can	be	very	similar	

in	certain	ranges.	

Of	the	six	fundamental	musical	qualities,	some	go	hand	in	hand	and	assist	

each	other	in	identification.	However,	some	can	be	affected	by	another	musical	

quality	and	require	more	skill	to	identify,	such	as	articulation,	whose	perception	can	

be	affected	by	dynamics.	At	a	fortissimo	dynamic,	it	is	easy	for	most	articulations	to	

become	heavy	as	though	there	is	an	accent	on	every	articulated	note,	but	it	may	not	

always	be	the	case.	Simple	awareness	of	this	fact	could	assist	the	musician	in	trying	

to	play	with	the	utmost	clarity	of	intent	as	instructed	by	the	composers’	notation.	

There	are	also	simpler	levels	of	articulation	to	discriminate	between,	such	as	legato	

vs.	staccato,	as	well	as	more	complex	articulations.	There	are	many	different	types	of	

accents	and	the	ability	to	discriminate	between	them	requires	practice	and	a	greater	

attention	to	detail.	How	long	does	the	note	last	before	it	decays?	What	is	the	quality	

of	the	beginning	of	the	note?	Does	it	have	a	percussive	quality	to	it?	These	are	all	

questions	that	students	should	be	asking	when	actively	listening	to	music,	especially	

when	performing	or	playing	with	a	group,	as	it	is	the	key	to	matching	and	the	secret	

behind	ensemble	playing.	

Awareness	is	one	of	the	issues	that	I	have	noticed	quite	often	in	the	past	

when	working	with	college	horn	students.	While	the	student	might	be	excelling	in	

their	theory	and	aural	skills	courses,	they	do	not	apply	the	knowledge,	skills,	and	

awareness	that	they	have	gained	there	to	their	horn	playing.	I	have	come	to	notice	

that	many	theory	and	aural	skills	textbooks	lack	examples	that	include	the	horn.	

This	may	be	the	cause	of	students	being	unable	to	apply	their	knowledge	from	the	
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course	to	their	instrument.	There	is	a	disconnect	because	the	two	subjects	and	the	

practical	use	for	horn	players.	The	solution	is	to	try	and	meld	the	two	together	and	

help	the	students	make	a	connection.	To	build	up	the	students’	musical	ears,	the	

teacher	should	help	the	student	incorporate	their	studies	from	their	classes	into	

their	lessons	by	applying	the	skills	learned	into	their	actual	horn	playing.	This	tactic	

can	help	the	student	connect	their	theoretical	knowledge	to	actual	performance.	

From	my	own	experience	and	observations,	I	think	that	there	are	skills	that	

line	up	with	those	that	Karpinsky	mentioned	as	well	as	others.	To	me,	the	skills	that	

are	needed	to	be	proficient	as	well	as	musical	when	playing	the	horn	are:	being	able	

to	match	pitch,	seeing	and	hearing	what	member	of	the	chord	they	are	playing	(and	

adjusting	it	accordingly),	being	able	to	maintain	pitch	center	when	internalizing	

music	(audiation),	being	able	to	hear	intervals,	transposition,	error	detection,	and	

being	able	to	discern	and	imitate	style.	There	are	also	theoretical	skillsets	that	

musicians	should	not	overlook	that	involve	understanding	of	chord	progression,	

phrasing,	and	cadences,	as	well	as	pattern	recognition	in	the	less	tonal	music	that	

we	may	come	across.	To	me	most	of	these	skills	address	the	six	skills	that	Karpinsky	

mentioned	and	open	the	musicians’	inner	ears	in	a	manner	that	allows	them	to	

execute	their	performances	with	both	accuracy	as	well	as	musicality.	

So,	the	question	stands:	How	do	we	develop	these	skills	in	the	horn	student?	

Which	tactics	are	most	helpful	to	the	horn	player	and	are	there	certain	pedagogical	

approaches	to	theory	and	aural	skills	that	should	be	avoided	because	they	could	be	

detrimental	to	the	student?	This	document	will	examine	pedagogical	tactics	as	well	

as	problems	found	in	both	theory	and	aural	skills	pedagogy	and	determine	which	
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methods	may	be	the	most	beneficial	to	the	horn	player.	From	these	observations,	I	

have	created	lesson	plans	that	incorporate	selected	pedagogical	methods	into	the	

private	horn	lesson	in	a	manner	that	is	flexible	and	applicable	to	students	of	all	

levels.	These	lessons	will	cover	the	skills	that	I	have	listed	and	aim	to	develop	

musicians	with	strong	ears	who	apply	their	knowledge	to	their	performance	of	their	

instrument.	
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CHAPTER	II	
METHODOLOGY	

The	reason	for	this	project	is	the	lack	of	research	in	this	specific	field.	Had	

there	been	resources	that	were	available	to	use	in	the	horn	lesson	with	my	students,	

I	could	have	used	those.	There	are	plenty	of	articles	and	books	regarding	theory	and	

aural	skills	that	deal	with	the	pedagogy	of	the	class	and	singing,	but	almost	none	

ever	discuss	the	application	to	the	instrument.	It	is	my	goal	with	this	project	to	find	

the	most	practical	ways	to	apply	these	subjects	in	an	immersive	way	to	help	the	

student	connect	their	knowledge	from	those	courses	to	their	instrumental	

performance.	

	 Because	of	the	lack	of	prior	research,	I	had	to	conduct	most	of	my	own	based	

on	research	of	the	pedagogy	of	theory	and	aural	skills.	I	combined	this	research	as	

well	as	my	own	observations	and	experiences	to	choose	which	methods	could	be	

applied	most	efficiently	in	a	private	lesson	setting.	Some	of	this	research	was	

inspired	by	the	short	article	found	in	The	Horn	Call	by	Natalie	Douglass	titled	“Aural	

Approaches	to	Horn	Instruction”.	Douglass	states	that	many	horn	players	start	off	

with	weak	aural	skills,	learning	the	instrument	“physically	before	aurally”	in	an	

ensemble	setting	(Douglass,	2014).	She	determined	that	ear	training	should	be	part	

of	their	daily	practice	routine,	as	well	as	part	of	their	lessons,	and	provides	a	couple	

of	short	activities	for	the	student	to	be	guided	through	that	could	benefit	their	ear	

training.	Douglass	only	cites	direct	quotes	from	a	book	titled	Brass	Singers:	The	

Teachings	of	Arnold	Jacobs.	Douglass	summarizes	that	Jacobs	states	that	audiation	

“is	connected	to	the	embouchure	via	the	seventh	cranial	nerve,	and	that	practicing	
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audiation	and	singing	reinforces	this	powerful	cognitive-kinesthetic	connection”	

(Douglass,	2014).	While	the	research	into	this	connection	has	not	yet	been	proven,	

perhaps	this	research	could	come	to	fruition	in	the	future	to	further	develop	this	

field	of	study.	

	 Another	article	regarding	more	specifically	singing	and	horn	playing	was	also	

published	in	The	Horn	Call	by	Tom	Reicher.	This	article	focuses	on	the	career	of	horn	

player	Louis	Savart	and	mostly	is	bibliographical	in	nature.	Most	of	the	article	

depicts	Savarts	life	and	career,	with	details	such	as	repertoire	he	performed	and	

relationships	with	other	prominent	figures	of	the	time.	The	article	does	discuss	

Savart’s	talents	for	singing	and	his	unusual	performance	practice	of	singing	horn	

music	and	then	playing	it	during	a	performance.	While	this	testament	to	his	career	

shows	a	possible	correlation	between	the	two	performance	mediums,	it	does	not	

contain	data	that	shows	evidence	of	this	connection.	

	 Despite	my	efforts	to	gather	my	own	research,	unfortunately	it	would	require	

months	or	years	of	data	collection	as	well	as	a	large	pool	of	students	to	prove	that	

the	methods	in	my	lesson	plans	produce	the	wanted	results.	Further	research	would	

be	needed	to	gather	concrete	evidence.	

	 This	paper	is	a	theoretical	discussion	and	does	not	seek	to	prove	that	the	

ideas	and	lesson	plans	below	will	improve	the	students	playing.	I	hope	that	in	the	

future	a	study	can	be	done	on	this	research	with	a	large	pool	of	students	being	

tested	in	a	scientific	manner	to	collect	hard	evidence	with	the	aim	to	reinforce	the	

notion	held	by	many	brass	players	in	which	strengthening	the	ear	and	its	connection	



Texas	Tech	University,	Michelle	Shaheen,	May	2022	
 

	 10	

to	the	physical	aspect	of	playing	a	brass	instrument	can	help	the	musician	with	both	

playing	accurately	and	with	more	musical	intent.	
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CHAPTER	III	
A	DISCUSSION	OF	DIFFERENT	APPROACHES	TO	TEACHING	AND	APPLYING	

AURAL	SKILLS	TO	INSTRUMENTAL	MUSICIANS	
	

	 During	my	semester	in	Dr.	David	Forrest’s	Pedagogy	of	Theory	course	in	fall	

of	2021,	one	of	my	colleagues	brought	up	an	interesting	hypothetical	scenario.	He	

stated	that	we	should	teach	aural	skills	with	instrument	families,	meaning	each	

classroom	was	homogeneous	in	type,	brass	with	brass,	woodwinds	with	

woodwinds,	vocalists	with	vocalists,	etc.	We	discussed	the	benefits	that	could	come	

from	this:	Students	work	on	their	aural	skills	by	producing	sound	on	their	primary	

instrument	instead	of	vocally	–	which	is	uncomfortable	for	those	who	do	not	like	to	

sing	–	and	when	doing	dictation	exercises,	the	instruments	heard	are	all	from	that	

instrument	family,	meaning	the	timbres	are	more	familiar	to	the	student.	

	 While	this	concept	seems	nice	at	first,	it	also	comes	with	many	logistical	

problems	as	well	as	assessment	problems.	Take,	for	instance,	the	professor	who	is	

preparing	these	assessments	and	assignments.	They	would	be	required	to	create	a	

different	arrangement	of	their	assessments	for	each	class	with	different	keyed	

instruments	to	write	for	as	well.	The	assessment	itself	could	be	difficult	as	well.	

Perhaps	the	student	shakes	when	they	have	performance	anxiety,	or	they	have	

difficulty	with	the	fundamental	aspects	of	their	playing	like	breath	support.	This	

makes	this	concept	of	a	homogeneous	classroom	a	logistical	nightmare	for	all.	

Understanding	this	has	led	me	to	believe	that	instead	of	trying	to	make	a	

homogeneous	class	in	this	manner,	it	would	be	simpler	for	the	private	instructor	to	

integrate	these	skills	in	the	lessons	with	their	students.	This	would	allow	for	less	

complications	as	well	as	allow	the	student	to	make	a	stronger	connection	between	
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their	aural	skills	and	their	playing,	without	sacrificing	their	need	to	be	exposed	to	

other	timbres	in	their	aural	skills	courses.		

One	of	the	most	difficult	skills	to	assess	that	is	learned	in	aural	skills	is	sight-

reading,	as	it	combines	both	the	students’	ability	to	hear	as	well	as	their	ability	to	

reproduce	the	sound	in	their	head.	Some	students	could	have	fundamental	playing	

or	singing	problems	even	if	they	hear	the	passage	in	their	head	correctly	and	

therefore	perform	it	wrong	due	to	physical	reasons	or	technique.	Having	been	a	

teaching	assistant	for	aural	skills	during	my	master’s	degree,	I	have	come	across	

many	students	who	had	excellent	ears	when	it	came	to	dictation	and	identification	

exercises,	but	when	they	sung,	they	had	trouble	controlling	the	muscles	needed.	

Some	did	not	have	the	range	for	it,	or	their	voice	was	changing,	and	it	would	crack	

during	their	performance.	Some	would	have	trouble	with	nerves	and	not	sing	with	

enough	air	to	support	the	notes.	This	lack	of	support	from	nerves	can	also	be	

present	in	instrumental	playing.	

There	are	so	many	factors	that	can	affect	what	the	outcome	of	a	students’	

sight-reading	performance	can	be,	but	these	are	only	some	difficulties	of	teaching	

aural	skills.	Even	when	a	student	is	not	sight-reading,	these	assessment	difficulties	

can	still	be	present.	There	are	pedagogical	preferences	that	can	have	an	impact	on	

the	students’	progress.	There	are	some	disputes	across	the	country	as	well	as	

around	the	world	on	which	systems	or	methods	are	more	beneficial	to	students	to	

give	them	a	better	approach	to	this	deceptively	difficult	course.	Some	of	these	are	

discussed	below.	
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3.1:	Solfege	

	 A	colleague	of	mine,	Alex	Zhang,	once	asked	a	very	profound	question.	It	was	

almost	equivalent	to	the	question	posed	by	philosophers,	“Why	do	we	exist?”		He	

asked,	“Why	solfege	at	all?”	(Zhang,	2021).	When	you	think	about	it,	this	is	an	

extremely	interesting	question	that	leads	to	quite	a	lot	of	discussion,	and,	with	it,	

many	disagreements.	

In	certain	cases,	solfege	can	be	very	helpful	to	the	musician	but	in	others,	it	

can	get	in	the	way	because	of	the	extra	mental	step	needed	to	say	the	syllables	after	

recognizing	them.	I	have	seen	many	students	become	tongue	tied	in	aural	skills	

when	using	solfege,	singing	the	correct	pitch	but	saying	the	wrong	syllable.	In	other	

cases,	when	the	student	has	become	comfortable,	they	associate	the	syllables	with	a	

sound	or	an	interval	that	they	have	learned	through	repetition	or	recognition	of	

common	patterns.	Regardless	of	which	of	the	following	solfege	systems	you	end	up	

using,	it	is	important	that	the	student	spends	adequate	time	practicing	its	use,	as	

“halfhearted	effort”	will	lead	to	the	student	being	hindered	by	hesitation	from	lack	

of	fluency.	Solfege	should	be	practiced	like	a	child	would	practice	their	alphabet	

(Karpinski,	2000).	

3.1.1:	Fixed-Do	vs.	Movable-Do	

Outside	of	the	United	States,	most	countries	tend	to	teach	fixed-do,	in	which	

C	is	always	“do”	and	each	note	name	has	a	“fixed”	solfege	syllable	for	it.	There	is	

quite	a	bit	of	controversy	surrounding	whether	this	solfege	method	is	more	

beneficial	in	comparison	to	movable-do,	where	do	is	tonic	in	whichever	key	you	are	

in.		
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In	the	fixed-do	system,	the	clef	is	particularly	important	to	be	aware	of	for	

the	success	of	the	student	(Karpinski,	2000).	Because	each	line	and	space	are	

assigned	a	solfege	syllable,	if	the	clef	is	not	paid	any	attention	to	and	the	student	is	

in	the	wrong	clef,	they	are	also	going	to	read	in	the	wrong	key.	This	would	be	easy	to	

perceive	in	a	piece	that	lacks	a	key	signature	and	uses	accidentals	instead.	Karpinski	

points	out	that	those	who	read	in	fixed-do	must	be	aware	that	if	they	are	reading	

from	a	transposing	instrument,	they	need	to	adjust	their	pitch	orientation	to	be	in	

the	correct	transposition	and	key	(Karpinski,	2000).	This	extra	step	to	me	is	a	

disadvantage.	If	the	student	has	not	developed	the	ability	to	see	a	note	and	hear	

another,	this	could	be	quite	a	learning	curve	for	them.	I	have	found	that	many	

musicians	that	I	have	met	who	learn	fixed-do	tend	to	have	developed	perfect	pitch.	

While	perfect	pitch	can	be	extremely	helpful	with	aural	skills	and	music	in	general,	it	

does	not	necessarily	help	with	understanding	the	theory	of	tonal	music.	Because	

every	note	name	is	assigned	a	solfege	syllable,	this	–	in	almost	all	diatonic	keys	–	

removes	patterns	that	we	can	see	in	the	movable	system.	This	hinders	the	student	

from	recognizing	these	patterns	because	they	are	not	consistent	in	nomenclature	

across	the	different	keys.	When	using	movable-do,	the	student	can	hear	and	

associate	certain	musical	tendencies	with	a	common	solfege	syllable	pattern,	such	as	

the	leading	tone	moving	up	to	the	tonic.	This	would	consistently	be	heard	as	ti	–	do	

in	movable-do,	but	not	in	fixed-do.	The	student	will	be	able	to	develop	strong	

relative	pitch	and	see	relationships	within	keys	more	quickly	and	be	able	to	

recognize	and	perform	them	accurately.	
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Based	on	my	upbringing,	as	well	as	the	bulk	of	horn	repertoire	being	written	

as	tonal,	my	preferred	system	is	movable-do.	Throughout	my	lesson	plans,	this	is	the	

system	that	is	recommended	when	solfege	is	called	for.	

3.1.2:	Do-based	Minor	vs.	La-based	Minor	

	 Do-based	minor	seems	to	be	the	most	efficient	system	in	that	parallel	major	

and	minor	keys	keep	do	as	the	tonal	center	or	anchor.	This	keeps	the	system	tonic-

oriented	rather	than	collection-oriented	(Karpinsky	2021).	The	use	of	la-based	

minor	implies	a	modal	sound	–	natural	minor	–	as	opposed	to	the	typical	harmonic	

or	melodic	forms	found	in	most	tonal	music	where	altered	scale	degrees	occur.	Also,	

the	do-based	system	allows	the	relationship	between	the	leading	tone	in	both	major	

and	harmonic	or	melodic	minor	to	remain	the	same	with	the	seventh	scale	degree	

leading	up	to	tonic,	denoting	the	syllables	ti	–	do.	The	common	occurrence	of	the	

seventh	scale	degree	moving	to	the	first	scale	degree	has	created	an	unspoken	

expectancy	in	any	listeners	of	Western	tonal	music	–	musicians	and	non-musicians	

alike.	By	keeping	tonic	as	do	in	minor,	we	allow	a	stronger	relationship	to	be	

established	for	the	student	because	of	consistency.	

Karpinsky	values	the	use	of	do-based	minor	–	as	well	as	naming	tonic	of	any	

diatonic	pitch	collection	do	–	due	to	its	consistency	for	the	musician	as	well	as	its	

grounding	property	because	of	this	consistency.	It	allows	the	student	to	have	an	

anchor	as	well	as	a	metaphorical	trigger	for	diatonic	scales	and	modes,	as	they	are	

all	built	from	do.	It	allows	the	student	to	tap	into	their	memory	of	diatonic	pitch	

collections	and	keeps	them	from	becoming	lost	when	the	music	is	too	much	or	too	

long	for	their	memory	to	hold	the	melodic	line.	
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My	opinion	lies	in	agreement	with	Karpinsky.	I	believe	that	do-based	minor	

is	the	best	approach	for	students	performing	tonal	works	where	the	students	are	

less	likely	to	see	modes.	If	the	students	do	come	across	modes,	they	have	the	ability	

to	adjust.	This	consistency	should	help	the	student	in	the	long	run	and	will	lead	to	

less	confusion.	When	using	minor	melodies	in	the	lessons,	my	suggestion	is	to	stick	

with	this	approach.	

3.2:	Practicing	Internal	Sound	Generation	(Audiation)	and	Visualization	

	 Aural	imagery	is	concept	that	has	been	defined	in	many	ways	but	each	one	is	

very	similar.	The	simplest	way	to	describe	it	is	the	musicians’	“internal,	

introspectively	available	means	of	sound	generation”	(Gates,	2021).	This	concept	

deals	with	the	inner	ear,	sound	stimuli,	pattern	recognition,	and	aural	memory.	A	

student	who	hears	a	certain	stimulus	and	has	developed	this	skill,	can	visualize	what	

they	hear	as	musical	notation.	The	opposite	should	also	be	true.	A	student	can	learn	

to	look	at	notation	and	internally	hear	or	audiate	what	it	would	sound	like.	

	 In	Gates’	article	regarding	musical	imagery,	she	combines	research	in	

cognitive	science	with	aural	skills	pedagogical	research.	She	shows	us	that	when	we	

hear	a	short	passage	–	depending	on	the	context	given	–	the	listener	could	visualize	

the	passage	in	multiple	ways.	The	example	she	uses	in	her	article	show	the	note	

names	C	–	A	–	F	–	G.	She	then	shows	in	her	next	two	examples	how	a	listener	might	

visualize	these	pitches	on	the	staff	based	on	common	aural	patterns	the	student	has	

developed	from	listening	to	western	music.	The	first	shows	the	student	hearing	the	

notes	as	though	they	are	in	C	major	as	the	scale	degrees	1	–	6	–	4	–	5.	The	other	

option	is	a	different	key	center	of	F	major,	so	the	scale	degrees	shift	to	be	5	–	3	–	1	–	
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2.	This	progression	while	different	still	implies	the	same	move	from	a	tonic	sonority	

to	a	possible	dominant	implication	on	the	final	note	(Gates,	2021).	

	 This	example	shows	how	easily	lack	of	context	can	change	the	perception	of	a	

musical	idea	and	ties	in	with	tonic	recognition	which	is	the	ability	to	recognize	tonic	

or	a	tonal	center	(despite	the	mode)	after	hearing	certain	stimuli	in	music.	Typically,	

the	easiest	way	to	recognize	it	is	from	the	patterns	found	within	a	passage.	The	

tritone	and	leading	tone	or	other	half	steps	are	tendency	tones	and	resolve	in	

certain	ways	that	draw	our	ears	toward	a	tonal	center.	In	Karpinski’s	argument	of	

how	tonic	is	determined	by	the	listener,	he	stated	that	Brown	and	Butler	

determined	that	“the	presence	of	the	rarest	interval	classes	(ics)	from	the	diatonic	

collection	–	ic1	and	ic6	–	…are	significant	factors	in	determining	how	listeners	infer	

the	tonic	of	the	passage”	(Karpinski,	2000).	The	listener	hears	those	two	interval-

classes	and	uses	them	to	reorient	the	others	they	hear	around	them	to	find	tonic	

based	on	patterns.	

	 Without	the	ability	to	find	tonic	or	remember	what	it	is,	the	musician	can	

very	easily	become	lost	within	the	music	and	most	likely	perform	inaccurately	and	

with	wrong	pitches	or	poor	intonation.	It	also	makes	them	much	less	likely	to	

identify	any	other	pitches	within	the	scale	or	mode.	The	musician	can	become	

disoriented,	much	like	when	hearing	a	passage	of	music	built	on	whole	tones,	where	

every	interval	is	equal,	and	any	tonal	center	is	lost.	The	goal	of	the	teacher	is	to	help	

the	student	develop	this	skill.	

To	correctly	create	an	image	of	the	sound	heard,	the	musician	needs	to	find	a	

pattern	and	an	anchor	to	be	able	to	visualize	it.	Activities	like	dictation	and	error	
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detection	are	excellent	ways	to	practice	this	skill,	as	the	musician	must	respond	to	

stimulus	and	imagine	it	in	their	mind.	The	opposite	is	also	true.	Sight-reading	

practice	in	which	the	musician	practices	silently	and	audiates	the	passage	could	lead	

to	stronger	audiation	in	the	future.	

3.3:	The	Suzuki	Method	

	 Also	called	the	Mother	Tongue	Approach	which	was	developed	by	Dr.	

Shinichi	Suzuki	during	the	mid-twentieth	century	in	Japan,	this	method	is	based	

upon	how	humans	learn	language	(Arimitsu,1982).	Suzuki	noticed	that	children	

were	able	to	pick	up	language	and	dialects	by	ear	at	a	very	young	age,	before	ever	

learning	how	to	read	(Arimitsu,	1982).	The	key	to	his	method	is	immersion	and	

reinforcement	by	the	parent	or	guardian	but	the	most	important	factor	in	the	Suzuki	

method	is	the	order	by	which	music	is	taught	(Arimitsu,	1982).	The	student,	much	

like	an	infant,	first	listens.	Then	instead	of	speaking,	they	are	playing	their	

instrument	or	singing.	These	first	few	steps	all	involve	a	good	model	and	imitation	

by	the	student.	After	this	comes	thought	or	creating	connections	in	the	mind.	Then	

reading	follows	and,	finally,	writing.	

It	is	immersion	that	is	what	makes	the	method	successful.	The	constant	

feedback	and	repetition	are	what	allow	the	student	to	ingrain	the	positive	aspects	of	

their	training	and	lose	any	negative	traits	(Brathwaite,	1988).	Suzuki	himself	wrote	

that	talent	“is	not	inherited	or	inborn	but	has	to	be	learned	and	developed”	(Suzuki,	

1969).	Suzuki’s	educational	beliefs	did	not	focus	on	heredity	of	talent	and	

intelligence,	but	on	the	environment	that	the	student	is	exposed	to	(Hughes,	2002).	

It	is	the	environment	that	leads	to	the	students’	success	or	failure.		
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3.3.1:	Literacy	

	 Brathwaite	notes	that	“public	school	orchestra	directors	have	observed	that	

Suzuki	students	are	a	mixed	blessing	to	their	programs:	They	play	well	but	are	

sometimes	deficient	in	reading…”	(Brathwaite,	1988).	One	of	the	features	in	the	

Suzuki	method	is	that	“the	student	learns	to	play	long	before	reading	music”	

(Brathwaite,	1988).	In	this	approach,	the	student	listens	to	the	music	before	they	

learn	it,	usually	through	a	recording	and	they	already	know	what	the	song	should	

sound	like.	While	this	allows	the	student	to	focus	on	things	like	posture	or	tone	

production	and	intonation	instead	of	reading	the	notation,	many	teachers	find	this	

to	be	neglectful	of	the	importance	of	music	literacy	(Brathwaite,	1988).	Although	

most	teachers	introduce	notation	fairly	quickly,	the	observation	of	many	is	that	

Suzuki	students	–	despite	being	musical	–	are	inadequate	when	it	comes	to	their	

musical	literacy.	However,	this	is	not	proven	and	can	be	countered	by	another	case.	

	 In	a	study	done	by	John	Sperti	in	1970,	he	adapted	the	Suzuki	Method	to	the	

clarinet	and	had	a	group	of	fifty-four	beginning	clarinet	players	split	in	half.	One	half	

was	not	taught	literacy	until	after	sixteen	weeks,	learning	through	recordings,	

modeling,	and	by	imitation	alone.	The	other	half	were	taught	the	same	music	but	

through	note	reading.	At	the	end	of	thirty-two	weeks,	the	two	groups	were	

measured	by	the	Watkins-Farnum	Performance	Scale	(Sperti,	1970).	In	the	end,	the	

Suzuki	trained	group	showed	a	higher	performance	ability	on	the	reading	test	than	

the	control	group	(Sperti,	1970).	Sperti’s	research	showed	a	strong	support	for	

delaying	literacy	until	the	students	had	already	developed	fundamental	listening	

skills,	technique,	and	good	tone	(Moorhead,	2005).	
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	 As	a	former	Suzuki	method	student	in	piano,	I	can	say	that	the	Suzuki	

approach	to	learning	music	heavily	emphasized	listening.	For	the	first	year,	my	ear	

was	far	ahead	of	my	reading	ability.	I	knew	what	a	piece	sounded	like	before	playing	

it	because	I	had	heard	a	recording	prior	to	being	presented	the	physical	music.	

When	the	music	was	placed	in	front	of	me,	if	I	made	a	mistake,	I	would	not	notice	

because	of	sight	but	because	I	heard	a	wrong	note.	I	would	then	try	different	notes	

and	find	the	correct	one	by	sound	instead	of	checking	the	score.	

	 In	a	way,	this	approach	was	detrimental	to	me	for	a	little	while.	Reading	the	

music	with	fluency	was	a	skill	that	I	had	trouble	developing,	and	I	became	stuck	for	

a	few	years	until	my	music	literacy	had	caught	up	to	my	ear.	The	interesting	thing	

about	that	was	that	my	literacy	improved	after	about	a	year	and	a	half	of	playing	in	

middle	school	band.	This	was	probably	due	to	the	sheer	volume	of	new	melodies	

that	I	had	to	read	out	of	the	beginning	band	method	book	every	day.	

	 To	some,	there	is	a	relatively	clear	correlation	between	how	often	a	musician	

reads	music	and	how	well	the	musician	can	read	the	music.	Pattern	recognition	

begins	to	improve	the	more	times	you	are	exposed	to	the	same	pattern.	Reading	

improves	when	the	player	has	been	exposed	to	enough	patterns	and	have	become	

comfortable	with	each	one.	Comfort	allows	them	to	combine	the	patterns	which	is	

how	most	music	is	composed.	

	 With	this	realization	it	is	important	to	have	a	balance	of	reading	and	listening	

in	the	musicians’	curriculum.	Without	balance,	the	student’s	ability	to	function	as	a	

performer	could	be	greatly	hindered,	either	by	lacking	the	aural	skills	necessary	for	

musicality,	or	lack	the	reading	skills	needed	for	technique.	
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3.4:	Call	and	Response	(Learning	by	Rote)	

	 This	method	of	aural	training	is	probably	one	of	the	most	common,	especially	

in	certain	folk	musical	styles,	such	as	Mariachi	where	the	musicians	typically	are	not	

trained	to	read	notes	but	learn	by	their	part	by	ear.	This	is	similar	to	a	folk	tale	being	

passed	along	through	story	telling	from	generation	to	generation.	The	teacher	

performs	a	call	or	short	motive	of	music	–	usually	about	a	measure	or	two	long	–	and	

the	student	responds	by	repeating	it.	This	approach	is	great	for	students	to	learn	

intervals	and	short	patterns	and	become	comfortable	with	them	on	their	instrument	

or	with	their	voice.	

	 In	the	private	lesson	at	a	higher	level,	this	allows	the	student	to	connect	their	

aural	skills	training	to	their	most	used	and	practiced	instrument	(Karpinsky,	2000)	

This	ability	requires	multiple	skills	to	be	able	to	achieve,	such	as	hearing,	memory,	

understanding	and	the	ability	to	translate	the	pitches	heard	to	the	pitches	needed	to	

be	played	on	the	instrument	(Karpinsky,	2000)	

	 According	to	Chenette,	one	of	the	“true	aural	skills”	involves	using	“auditory	

working	memory”	(Chenette,	2021).	He	states	that	this	involves	short-term	memory	

that	can	store	and	manipulate	information.	He	states	that	it	is	the	mental	ability	to	

listen	to	a	musical	idea	or	phrase	and	to	be	able	to	hold	it	in	the	musician’s	mind	for	

a	short	period	of	time	and	to	be	able	to	manipulate	it	in	some	fashion.	That	could	be	

repeating	it	back	on	the	musician’s	own	instrument,	singing	it	in	solfege	or	even	

writing	it	down	as	a	transcription.	This	type	of	aural	skill	is	crucial	to	“call	and	

response”	and	this	type	of	activity	helps	to	nurture	it.	However,	it	is	important	to	

understand	that	no	matter	how	much	improvement	a	student	may	show	at	this	skill,	
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the	student	can	only	hold	so	much	information	in	their	working	memory	at	a	time.	

Researchers	have	limited	this	amount	to	about	three	or	four	chunks	of	information	

at	a	time	(Cowan,	Chen,	and	Rouder,	1956).	

	 The	benefit	of	this	method	is	that	it	is	flexible	with	how	long	the	teacher	and	

student	can	spend	on	a	pattern.	The	teacher	can	keep	things	very	simple	with	maybe	

only	three	possible	notes	in	the	beginning	until	the	student	has	developed	the	skill	

of	recognizing	them	and	does	not	make	any	mistakes	in	their	response.	After	this,	

the	teacher	can	feel	free	to	add	on	more	notes	or	different	intervals.	

	 The	bad	thing	about	call	and	response	is	that	if	there	is	not	reading	involved	

in	the	process,	the	students	will	have	to	reorient	their	skills	to	adapt	it	to	written	

music.	However,	if	music	is	implemented	a	little	it	can	help	the	students	make	a	

connection	to	the	two.	

	 Another	side	effect	of	learning	by	rote	is	that	the	student	who	has	learned	

enough	patterns	on	their	instrument	or	voice	can	combine	them	to	create	something	

new.	Much	like	a	jazz	musician	hears	a	melody	from	a	standard	tune	and	

deconstructs	it	to	improvise	a	solo,	the	musician	can	take	all	these	short	fragments	

of	melody	and	form	a	new	melody.	

	 However,	one	of	the	most	beneficial	aspects	of	“call	and	response”	is	that	the	

instructor	can	demonstrate	and	teach	stylistic	inflections	that	might	not	be	able	to	

be	put	into	notation.	The	student	can	then	have	a	wider	spectrum	of	expressive	

“tools”	under	their	belt.	
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CHAPTER	IV	
MUSIC	THEORY	APPLICATION	

	 Another	major	issue	that	I	have	run	into	with	students	is	their	lack	of	

application	of	their	theory	knowledge	to	their	performing.	The	things	we	learn	in	

theory	are	tools	to	help	us	better	prepare	our	music.	It	allows	us	a	deeper	

understanding	of	a	work.	We	can	see	the	big	picture	as	well	as	the	minute	details.	

This	knowledge	can	help	us	anticipate	changes	in	style	and	texture,	emphasize	

moments	in	the	music	that	could	be	glossed	over	if	not	given	the	proper	amount	of	

attention,	and	even	help	us	with	technical	issues	like	being	able	to	sing	or	play	

better	in	tune	during	a	passage.	

	 There	are	unfortunately	some	flaws	in	the	system	when	it	comes	to	music	

theory	courses.	The	most	important	being	that	most	of	the	compositions	studied	or	

analyzed	in	the	average	college	level	music	theory	classroom	are	either	works	for	

keyboard,	voice,	string	quartet,	or	full	symphony.	There	is	a	large	lack	of	

representation	of	music	from	the	repertoire	played	by	horns	or	any	wind	

instrument	for	that	matter.	In	looking	through	the	companion	anthology	for	

Clendinning	and	Marvin’s	theory	textbook	The	Musician’s	Guide	to	Theory	and	

Analysis	–	which	is	one	of	the	commonly	used	theory	textbooks	in	college	theory	

courses	in	the	United	States,	next	to	Kostka	and	Payne’s	Tonal	Harmony	with	an	

Introduction	to	Twentieth-Century	Music	–	out	of	the	sixty	compositions,	twenty-

three	are	keyboard	works,	twenty-four	are	vocal	and	choral	works,	seven	are	string	

chamber	works,	five	are	wind	ensembles	works	or	orchestral	works,	and	only	four	

represent	any	other	solo	instrument	or	chamber	piece.	Out	of	those	sixty,	none	of	
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those	feature	much	horn.	It	is	only	found	in	the	very	few	large-ensemble	

compositions.	This	lack	of	representation	could	lead	the	student	to	think	that	these	

concepts	that	they	are	learning	do	not	apply	to	them	and	could	potentially	cause	a	

disconnect	of	the	theoretical	knowledge	they	learn	from	their	performance	skills.	

They	might	not	see	value	in	the	concepts	and	therefore	not	apply	them	to	their	own	

playing	or	repertoire.	

	 Due	to	this	disconnect	and	difficulty	in	changing	the	curriculum	of	the	theory	

programs	of	our	universities	to	cater	to	everyone’s	needs,	the	lesson	instructor	must	

come	to	the	aid	of	the	student.	By	having	the	student	apply	their	theory	knowledge	

to	their	repertoire	they	can	potentially	develop	a	deeper	understanding	of	their	

music	as	well	as	reinforce	their	knowledge	for	their	classes.	The	teacher	must	help	

the	student	realize	that	the	knowledge	gained	in	theory	classes	is	valuable	to	their	

playing	and	can	be	applied	to	it	in	a	manner	that	will	help	their	musicality	and	

performance	ability	in	general.	
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CHAPTER	V	
MY	SOLUTION	

	 So	why	are	all	these	factors	and	pedagogical	choices	so	important	when	it	

comes	to	playing	the	horn?	First	and	foremost,	it	is	the	simple	fact	that	the	nature	of	

our	instrument	requires	the	use	of	our	inner	ear.	Without	excellent	aural	skills	and	

knowledge	of	theory	our	playing	tends	to	be	inaccurate,	and	we	miss	or	chip	notes	

often.	Even	with	good	ears,	we	tend	to	make	some	mistakes.	Therefore,	honing	our	

aural	skills	is	of	the	utmost	importance	to	become	successful	horn	players.	To	do	

this	we	need	to	be	cautious	and	choose	the	best	approach	for	the	horn	player,	as	

horn	players	are	a	different	breed	of	brass	and	require	a	bit	of	special	attention	and	

care,	especially	in	the	first	few	years	of	playing.	Otherwise,	the	horn	player	could	

develop	a	weakness	in	their	playing	that	goes	unchecked	unless	given	individual	

instruction	or	attention.	

	 Second,	without	a	basic	understanding	of	the	music	we	play,	we	cannot	

expect	to	achieve	musicality	at	a	high	level	without	guidance.	Being	able	to	take	

apart	a	composition	and	see	what	it	is	that	drives	it	forward	musically	allows	the	

player	to	truly	perform	with	the	composers’	intentions	and	produce	an	organic	and	

meaningful	performance	of	any	work.	By	simply	applying	what	the	student	learns	in	

their	theory	courses,	they	can	understand	the	composition	better	and	foster	a	better	

connection	with	the	music.	This	also	will	allow	them	to	apply	their	knowledge	to	

their	own	instrument	and	reinforce	the	concepts	learned	in	their	courses,	ultimately	

giving	them	more	practice	for	their	theory	courses	and	helping	to	improve	their	

grades	in	the	course.	
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	 By	taking	the	best	practices	of	these	pedagogical	methods	and	applying	them	

in	the	horn	lesson,	the	teacher	will	find	that	the	student	will	improve	in	all	aspects	

of	their	playing	and	their	studies.	The	key	is	to	balance	these	methods	in	a	

comprehensive	way	so	that	the	student	can	have	the	opportunity	to	improve	any	

weaknesses	they	may	have.	

By	analyzing	and	choosing	which	skills	from	chapter	one	would	be	most	

valuable	to	the	horn	player,	I	have	created	a	set	of	lesson	plans	for	private	horn	

teachers	to	use	with	their	students	in	their	lessons.	The	following	lesson	plans	serve	

the	purpose	of	helping	a	student	that	has	a	weaker	ear	so	that	they	can	slowly	

become	more	accurate	on	their	instrument.	The	lessons	will	be	incorporated	into	

the	students’	private	lessons	and	will	include	elements	of	both	aural	skills	and	some	

theory,	such	as	analysis	of	chord	progression	and	other	basic	musical	analysis	that	

allows	the	student	to	understand	their	role	in	chamber,	symphony,	and	solo	works.	

Throughout	the	lessons	the	student’s	ear	should	slowly	improve	along	with	their	

accuracy,	phrasing,	and	musicality.	The	lessons	will	call	on	the	student	to	not	only	

play	passages	but	vocalize	them,	visually	analyze	progressions,	aurally	recognize	

patterns,	compose	based	on	a	preexisting	melody	and	chord	progression,	as	well	as	

figure	out	what	member	of	the	chord	they	are	playing	so	that	they	can	anticipate	

tuning	and	tendency	tones.	The	goal	of	these	lessons	would	be	to	connect	the	

concepts	learned	and	skills	acquired	from	the	theory	and	aural	skills	classroom	to	

the	physical	playing	of	the	horn.	

The	inspiration	for	creating	these	lesson	plans,	was	the	realization	that	–	in	

my	teaching	experience	–	students	do	not	apply	the	knowledge	and	skills	gained	in	
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their	theory	and	aural	skills	courses	to	their	applied	lessons,	practice	or	ensemble	

playing.	The	more	students	I	have	taught	over	the	last	five	years,	the	more	I	noticed	

this	problem.	Much	like	grade	school	students,	undergraduates	tend	to	separate	all	

their	subjects	and	compartmentalize	them.	Unfortunately,	as	higher	education	

students,	this	is	not	enough	to	create	a	well-rounded	musician.	A	musician	needs	to	

synthesize	and	combine	all	the	aspects	of	their	knowledge	from	both	theory	and	

aural	skills	as	well	as	their	other	courses	so	that	they	can	apply	them	to	their	

musicianship.	All	the	knowledge	gained	in	not	only	theory	and	aural	skills,	but	even	

music	history	is	useful	in	creating	a	better	musician	and	player,	as	the	history	

informs	the	student	of	stylistic	choices	to	perform	music	of	a	certain	era	correctly.	

It	comes	as	a	shock	to	me	how	many	students	do	not	make	the	connection	

that	their	theory	and	aural	skills	courses	can	help	them	play	or	sing	better	in	their	

applied	lessons	and	ensembles.	I	feel	that	if	more	applied	teachers	taught	in	the	

manner	below,	that	students	would	be	much	more	successful	in	all	subjects	because	

they	would	be	applying	the	knowledge	more	frequently	to	what	they	do,	therefore	

reinforcing	ideas	and	concepts	with	practical	use.	The	application	of	their	

knowledge	to	actual	performance	is	the	best	way	to	keep	the	knowledge	from	being	

forgotten.	

The	following	lessons	can	be	done	in	any	order	and	can	be	repeated	by	the	

teacher	as	many	times	as	they	feel	necessary.	The	results	will	reveal	themselves	

overtime,	as	it	takes	more	than	one	attempt	of	each	of	these	lessons	to	master	any	

one	skill.	The	student	will	show	improvement	over	the	course	of	a	lesson,	but	it	will	
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be	very	slight	and	will	need	to	be	reinforced	or	repeated	to	allow	them	time	for	

mastery.		

The	lessons	can	be	very	short	or	last	the	entire	lesson	depending	on	how	

quickly	the	student	grasps	the	concept.	These	lessons	have	been	listed	in	order	by	

simplicity	and	difficulty	starting	with	the	most	basic	skills	leading	to	the	much	more	

difficult	ones.	However,	these	are	my	opinions	of	their	difficulty	and	are	to	be	taken	

with	a	grain	of	salt	as	every	student	is	different	and	may	have	different	strengths	

and	weaknesses	that	vary	which	must	be	assessed	and	diagnosed	by	their	private	

instructor.	

For	each	lesson,	I	have	discussed	in	detail	the	advantages	and	benefits	of	

using	this	lesson	plan	with	a	student.	Each	lesson	works	on	a	different	skill	and	gives	

the	student	a	much	more	targeted	focus.	This	allows	for	conscientious	and	efficient	

work	without	having	the	student	juggling	too	many	mental	responsibilities.	These	

lesson	plans	as	well	as	teacher	guides	can	be	found	in	the	Appendices.	

5.1:	The	Lessons:	A	brief	overview	

Some	of	these	lessons	were	inspired	and	based	on	Douglass’	article	“Aural	

Approaches	to	Horn	Instruction”	found	in	The	Horn	Call.	I	have	taken	my	own	spin	

on	her	ideas	as	well	as	created	some	lesson	plans	from	scratch.	My	first	lesson	plan,	

titled	“Drones	and	Copycats”,	is	based	on	the	skill	of	pitch	matching.	This	lesson	

requires	the	student	to	do	so	both	vocally	as	well	as	on	the	instrument.	While	the	

lesson	may	not	need	memory	skills,	it	will	require	the	student	to	respond	to	stimuli.	

As	they	sing	or	play,	they	listen	and	correct,	if	necessary,	based	on	their	sound	

combined	with	a	tuner’s	drone.	The	“beats”	heard	should	alert	them	if	they	are	out	
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of	tune	and	how	far	based	on	the	speed.	This	lesson	should	lead	to	the	student	

developing	the	ability	to	listen	and	adjust	at	a	faster	rate	and	assist	them	in	

understanding	the	tuning	tendencies	of	their	instrument.	

	 My	second	lesson	is	titled	“Analysis	and	Application”	and	allows	the	student	

to	use	their	knowledge	from	theory	class,	focusing	mainly	chord	progression	and	

phrase	structure.	While	the	concept	of	analysis	may	sound	simple,	it	can	be	quite	

helpful	for	the	player	to	help	inform	them	of	certain	artistic	nuances	that	they	

should	employ	as	well	as	help	them	to	answer	the	ever-important	question:	“What	

part	of	the	chord	am	I	playing?”	If	the	player	knows	that	they	play	the	third	of	a	

major	chord,	they	will	know	to	lower	the	pitch	significantly	to	play	in	tune.	

However,	if	the	student	is	oblivious	to	this	fact	they	could	potentially	be	performing	

with	bad	intonation.	Another	important	application	of	theory	knowledge	to	music	

performance,	is	phrasing.	Knowing	where	the	climax	of	a	phrase	is,	or	where	the	

cadence	falls	could	lead	to	different	musical	choices.	

 The	lesson	that	follows	is	called	“Audiate,	Sing,	Play”,	and	focuses	on	the	

students’	ability	to	retain	pitch	in	their	head.	While	it	is	impossible	to	assess	a	

student’s	audiation	with	that	alone,	a	teacher	can	check	how	they	are	doing	by	

having	the	student	alternate	between	audiation	(internal	sound	production)	and	

singing	or	playing	(external	sound	production).	If	the	student	can	retain	pitch	and	

avoid	deviating	sharp	or	flat,	they	are	showing	proficiency	of	their	ability	to	retain	

pitch	during	audiation.	This	lesson	is	flexible	and	can	start	with	shorter	audiation	

chunks	and,	as	the	student	improves,	slowly	expand	the	length	of	time	audiating	so	

that	the	student	can	progressively	become	more	comfortable.	
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	 The	following	lesson	titled	simply	as	“Interval	Training”	aims	to	develop	the	

skill	of	hearing,	identifying,	and	performing	intervals.	While	this	skill	is	useful	in	

aural	skills	classes	for	activities	like	dictation,	it	serves	another	purpose	for	horn	

players:	transposition.	While	the	horn	is	a	transposing	instrument	by	nature	that	

plays	in	the	key	of	F	and	most	modern	music	is	written	for	Horn	in	F,	horn	players	

must	transpose	frequently	when	placed	in	an	ensemble	such	as	orchestra,	where	the	

bulk	of	the	repertoire	chosen	comes	from	the	classical	and	romantic	periods.	Most	

composers	wrote	for	the	natural	horn,	as	the	modern	fully	chromatic	horn	was	not	

yet	created	and	not	very	popular	until	late	in	the	1800s.	The	compositions	of	these	

time	periods	could	range	in	key	from	B-flat	basso	to	B-flat	alto.	While	some	keys	

were	less	common	than	others,	horn	players	need	to	understand	the	transposition	

of	all	twelve	keys.	This	lesson	trains	to	the	student	to	see,	process,	hear,	and	

reproduce	an	interval	with	a	short	amount	of	time.	As	many	horn	players	use	

intervals	as	a	method	of	transposition,	this	could	help	the	student	become	much	

faster	when	faced	with	transposition	in	an	ensemble.		

	 The	next	lesson	involves	a	skill	that	every	musician	should	hone.		Titled	

“Error	Detection”,	this	lesson	develops	and	applies	the	students	critical	listening	

skills.	The	task	involves	multiple	skills	for	the	student	to	complete.	When	locating	

errors,	the	musician	needs	to	be	able	to	hear	it	internally,	listen	critically	to	the	

performance,	identify	any	discrepancies	or	mistakes	and	to	show	where	and	what	

those	were	as	well	as	how	to	fix	them.	On	the	surface,	this	skill	may	seem	to	only	be	

useful	for	perhaps	a	conductor.	However,	these	skills	can	be	applied	to	the	
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musicians	own	playing	as	well	as	within	a	section.	The	musician	can	then	address	

the	issues	with	their	own	playing	and	fix	their	mistakes	efficiently.	

	 The	next	lesson	applies	some	of	the	same	skills	as	the	previous	lesson,	but	in	

reverse.	“Articulation	Identification/Style	Imitation”	requires	the	student	to	listen	

critically,	process	the	information	heard,	and	then	reproduce	it	both	in	notation	and	

in	their	own	playing.	The	student	will	be	working	with	a	piece	of	music	lacking	all	

style	and	articulation	markings	and	will	identify	them	from	a	recording.	Once	they	

have	marked	what	they	heard,	they	will	play	it	themselves	to	see	if	they	are	being	

true	to	the	recorded	version	of	the	music.	The	student	will	then	find	any	

discrepancies	until	they	have	reproduced	what	they	hear	correctly	onto	the	musical	

notation.	This	attention	to	detail	can	also	be	transferred	to	their	own	playing	both	in	

solo	repertoire	and	with	ensemble	playing.	The	way	that	a	note	is	shaped	–	how	you	

start	each	note	and	how	you	end	each	note	–	can	make	a	huge	difference	in	the	

sound	of	a	composition	and	it	is	important	that	the	musician	produces	the	desired	

effect	that	the	composer	was	asking	for	as	well	as	matching	with	an	ensemble.	

	 The	final	two	lessons	focus	more	on	pattern	recognition.	The	first	of	these,	

titled	“Composing	Duets”,	allows	the	student	to	use	their	knowledge	of	common	

chord	progression	and	patterns	to	compose	a	harmony	to	a	given	melody.	The	first	

few	should	be	in	the	style	of	“hunting	horn”	which	has	typical	and	predictable	

outcomes,	allowing	the	student	to	pay	attention	to	these	common	methods	of	

harmonizing	found	in	hunting	horn	passages.	While	composition	is	not	extremely	

important	to	a	horn	player	that	is	not	pursuing	a	career	in	composition,	this	lesson	

could	allow	them	to	tap	into	their	creativity	as	well	as	give	them	an	opportunity	to	
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practice	surface	analysis	of	single	musical	lines.	I	found	when	analyzing	Bach	cello	

suites	in	a	counterpoint	class	that	hearing	and	seeing	implied	harmonies	can	be	

challenging	and	takes	practice.	This	lesson	could	allow	the	student	to	spot	these	

subtle	clues	in	the	music	and	could	also	help	them	to	shape	phrases	more	

appropriately.	

	 The	final	lesson	should	only	be	done	with	a	student	that	is	advanced	enough	

to	be	performing	a	post-tonal	work.	Typically,	by	this	point	the	student	has	studied	

this	type	of	music	in	their	theory	classes.	However,	I	have	been	told	some	

undergraduate	programs	do	not	teach	it	at	all.	If	this	is	the	case,	guidance	from	the	

teacher	will	be	necessary.	During	the	lesson	“Post-Tonal	Musicality	(Upper-Level	

Theory)”	the	student	will	be	looking	at	the	music	in	a	very	detailed	manner.	The	goal	

is	to	find	what	elements	make	the	music	cohesive	and	to	find	any	patterns	–	both	

rhythmic	and	melodic	or	intervallic	–	that	drive	the	piece	forward.	As	many	post-

tonal	works’	melody	does	not	follow	the	conventional	norms	of	the	classical	and	

romantic	era	chord	progression	and	tend	to	be	based	on	other	types	of	organization	

such	as	pitch	class,	rhythm,	and	texture,	it	is	always	a	little	more	difficult	for	a	

musician	to	connect	to	it	and	to	give	the	piece	a	musical	performance.	The	more	

understanding	the	musician	has	of	the	piece	the	more	likely	they	will	play	it	with	

musical	intent.	

These	lessons,	while	intended	for	the	horn	player,	can	be	easily	adapted,	and	

applied	to	any	instrument	or	even	voice	type	due	to	their	flexible	nature.	Upon	

creating	these,	I	have	found	that	I	teach	my	private	lessons	with	a	more	integrated	

approach	and	have	the	student	sing	and	connect	their	knowledge	as	much	as	
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possible.	I	have	my	students	apply	their	knowledge	quite	often	and	every	time	they	

do,	they	seem	to	show	immediate	improvement	in	what	they	are	playing.	My	goal	is	

that	in	using	these	lessons	the	student	can	find	meaningful	connections,	and	in	the	

process	of	becoming	a	stronger	musician	will	also	become	a	stronger	scholar	in	their	

academic	courses	and	in	their	future	careers.	
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CHAPTER	VI	
CONCLUSION	

6.1:	Summary	

With	these	concepts	listed	above	in	mind,	the	private	instructor	can	

strengthen	not	only	the	students’	playing	ability,	but	also	reinforce	any	concepts	and	

skills	they	learn	in	their	classes.	With	the	simple	method	of	application,	a	musician	

can	find	that	they	know	a	lot	more	than	they	think	and	are	more	capable	of	

performing	at	a	higher	level.		

	 Paying	special	attention	to	pedagogy	and	how	effective	certain	methods	can	

be	can	give	the	student	a	stronger	chance	of	success	as	well	as	a	greater	amount	of	

growth.	These	lesson	plans	are	created	with	these	pedagogical	concepts	in	order	to	

maximize	effectiveness	and	target	any	issues	the	student	may	have.	

6.2:	Call	for	new	research	

	 To	further	add	to	this	research,	I	believe	an	introspective	assessment	of	

theory	and	aural	skills	texts	should	be	done	alongside	theory	experts	with	a	goal	to	

make	them	more	inclusive	of	all	instruments	as	well	as	styles	of	music.	Horns	are	

not	the	only	instrument	that	lacks	representation,	but	most	wind	instruments	and	

percussion	as	well.	Perhaps	if	these	instrument	families	had	more	representation	

the	students	would	find	the	subject	more	applicable.	

	 Another	route	of	study	that	could	benefit	this	field	is	the	study	of	the	

cognitive	to	kinesthetic	connection.	This	could	be	done	through	the	route	of	medical	

professionals	with	the	right	equipment	and	a	large	pool	of	musicians.	If	a	clear	

correlation	can	be	found	between	the	internal	audiation	and	the	muscles	used	to	
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produce	sound,	perhaps	this	research	can	take	a	more	concrete	approach	and	see	

fully	tangible	results	from	targeted	application.	
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APPENDIX:	LESSON	PLANS	AND	TEACHERS’	GUIDES	

	 The	following	appendix	contains	both	lesson	plans	based	on	the	concepts	

discussed	in	the	paper	as	well	as	guides	for	the	instructor	containing	the	potential	

benefits	of	each	one.	These	lessons,	while	numbered	and	written	in	order	from	what	

I	deem	to	be	easiest	to	most	difficult,	can	be	done	in	any	order	or	repeated	if	the	

student	needs	more	work	in	one	aspect	of	their	playing.	
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Lesson	1:	Drones	and	Copycats	

Objective:	By	the	end	of	the	lesson,	the	student	will	be	able	to	sing	and	play	the	

correct	pitch	given	by	the	instructor	5	times	in	a	row	playing	between	0	to	a	

maximum	of	10	cents	sharp	or	flat	on	tuner.	

Materials:		

Sheet	of	paper	with	Solfege	syllables	of	the	major	scale	written	across	in	large	

writing	

Tonal	Energy	Tuner	app	(can	be	installed	on	an	iPhone	or	iPad)	

Horn	(yours’	and	your	student’s)	

Procedure:	

Step	1:	Set	the	device	used	for	the	Tonal	Energy	Tuner	app	on	a	stand.	Click	on	the	

thumbnail	that	is	for	the	pitch	wheel.	Click	on	the	sustain	button.		

Step	2:	Choose	a	key	and	inform	the	student	that	you	will	be	singing	and	playing	in	

this	key.	Make	sure	that	it	is	in	a	range	that	fits	the	students	singing	range.	

After	you	have	chosen	a	key,	click	on	that	note	of	the	pitch	wheel.	A	drone	

will	begin	to	play.	Make	sure	the	volume	is	as	loud	as	the	device	can	play	it.	

The	student	must	actively	listen	to	the	drone	throughout	each	exercise.	

Step	3:	Begin	by	singing	the	scale	for	the	student	with	the	drone	playing.	Tell	them	

to	pay	particular	attention	to	the	beats	caused	by	the	intonation	discrepancy.	

Then	have	the	student	sing	it	with	you.	When	they	have	successfully	sang	in	

tune	with	you,	have	them	sing	the	scale	on	their	own,	still	paying	attention	to	

the	beats	heard	with	the	drone.	
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Step	4:	Sing	short	3-4	note	motifs	while	pointing	to	the	solfege	on	the	paper.	Have	

the	student	sing	the	motif	back	to	you.	Do	this	until	the	student	sings	back	5	

motifs	correctly	in	a	row.	

Step	5:	Point	to	solfege	on	the	paper	but	do	not	sing.	Have	the	student	audiate	the	

notes	then	sing	them.	Do	this	until	the	student	sings	5	motifs	correctly	in	a	

row.	

Step	6:	Repeat	step	three	but	playing	on	the	horn	this	time.	Allow	the	student	to	

become	accustomed	to	where	each	note	sits	when	played	in	tune	with	the	

drone.	If	the	student	is	having	trouble	hearing	it	have	them	bend	the	pitch	up	

or	down	with	their	hand	and	then	back	to	normal	slowly	and	to	listen	for	the	

beats	to	slow	down	as	they	get	closer	to	in-tune.	

Step	7:	Repeat	step	4,	but	the	teacher	will	sing	the	motifs	and	the	student	will	play	

them.	

Step	8:	Repeat	step	5,	but	the	student	plays	instead	of	singing.	

Step	9:	Play	3-4	note	motifs	and	have	the	student	play	them	back	to	you.	Do	this	

until	the	student	has	performed	back	5	motifs	correctly	in	a	row.	

	

*Other	Options:	Use	other	types	of	scales	that	the	student	may	come	across	in	their	

music.	These	can	range	from	the	minor	scales	to	even	modes	if	the	student	has	

already	come	across	them	in	their	theory	and	aural	skills	courses.	
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Guide	to	“Lesson	1:	Drones	and	copycats”	

	 Matching	pitch	is	a	skill	that	does	not	require	memory	but	does	involve	

immediate	feedback	and	stimulus	for	the	student	to	respond	to.	At	the	most	basic	

level,	the	student	is	simply	aiming	for	the	same	note	name.	At	their	best,	they	are	

aiming	to	play	with	the	closest	intonation	possible	to	create	a	perfect	unison	

(Karpinsky,	2000).	An	important	factor	to	pay	special	attention	to	when	teaching	

this	concept	is	to	point	out	what	“in-tune”	or	“out-of-tune”	sound	like	to	the	student,	

especially	if	they	have	never	been	aware	of	it	and	are	struggling.	Have	them	really	

listen	for	the	“beats”	in	the	sound	waves	caused	by	the	dissonance	of	the	pitches	not	

matching	and	therefore	clashing	(Karpinski,	2000).	This	is	a	crucial	step	in	creating	

musicians	that	are	aware	of	their	intonation	and	who	understand	how	to	hear	and	

fix	any	intonation	problems	they	may	be	having.	Another	helpful	feature	of	this	

lesson	is	that	not	only	can	the	teacher	point	out	the	“beats”	to	the	student	aurally,	

but	it	can	be	reinforced	with	visual	feedback	by	the	reading	on	the	tuner	(Karpinsky,	

2000).	

	 For	horn	players	specifically,	another	problem	arises.	Being	able	to	connect	

what	they	do	in	aural	skills	class	with	playing	the	horn	is	difficult,	and	that	is	

primarily	because	the	horn	is	not	in	C	but	in	F.	The	note	they	see	sounds	down	a	5th.	

This	can	be	confusing	if	the	student	has	gotten	a	grasp	on	sight-singing	in	the	aural	

skills	classroom.	The	student	may	have	developed	very	good	relative	pitch	and	

could	potentially	know	a	notes’	sound	when	they	see	it	written	in	concert	pitch.	

However,	the	written	pitch	for	horn	does	not	sound	as	the	note	that	is	seen.	In	this	

scenario,	the	student	would	have	to	actively	transpose	the	written	pitch	in	their	
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head	down	a	5th	to	the	sounding	pitch.	The	lesson	above	allows	the	student	to	work	

on	solfege	on	the	pitches	that	the	horn	would	play	–	given	notation	in	the	key	of	F	–	

without	written	notes	singing	purely	based	on	the	drone	as	the	tonic,	eliminating	

the	need	to	transpose.		

Moving	from	singing	directly	to	do	the	same	exercise	on	the	horn	helps	

associate	the	two.	Because	the	student	has	mastered	the	key	vocally,	they	will	have	a	

higher	success	rate	on	their	instrument.	The	only	difference	would	be	the	physical	

action	of	playing	the	horn,	meaning	the	finger	combinations	as	well	as	the	breath,	

tongue,	and	embouchure.	But	if	the	student	can	hear	the	key	and	understand	each	

note	in	relation	to	the	tonic	note,	they	are	already	at	an	advantage.	This	would	make	

them	more	likely	to	play	the	correct	harmonic	on	the	instrument	and	they	would	

also	be	able	to	center	the	pitch	to	be	more	in	tune.	

Another	advantage	to	the	approach	taken	in	this	lesson	is	the	use	of	a	visual	

aid	during	the	aural	element	of	call	and	response.	This	way	when	the	teacher	no	

longer	provides	an	aural	melody	for	the	student,	they	have	already	connected	sight	

to	sound,	making	it	an	auditory	and	visual/spatial	activity	(Hayward,	2009).	The	

student	should	now	be	able	to	audiate	what	the	teacher	points	at	–	the	solfege	on	

the	paper	becoming	a	visual	cue	for	a	particular	pitch.	Each	step	in	this	lesson	

prepares	the	student	for	the	next	step	in	a	progressive	manner	that	eases	them	

slowly	to	the	end	goal	of	the	lesson.	
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Lesson	2:	Analysis	and	Application	

Objective:	Student	will	be	able	to	identify	chord	progressions	in	their	repertoire	

and	identify	their	role	in	the	chord	to	better	perform	their	music	in	tune	as	well	as	

perform	their	part	with	proper	phrasing.	

Materials:	

Student’s	repertoire	(etudes,	solos,	solos	with	accompaniment,	excerpts)	

Pencil	

Horn	

Piano	

Procedure:	

Step	1:	Start	with	something	easier	for	them	to	see	visually.	The	best	option	would	

be	a	solo	with	a	piano	accompaniment/reduction.	This	can	be	done	with	

other	types	of	repertoires,	like	orchestral	excerpts	(if	you	have	access	to	the	

score)	or	even	unaccompanied	works	like	solos	or	etudes.	However,	these	

require	the	student	to	have	a	strong	grasp	on	reading	a	full	score	and	

transposition	or	a	knowledge	of	analyzing	implied	chords	in	single	voice	

music.	

Step	2:	Find	a	spot	in	the	score	where	the	student	struggles	with	their	intonation	or	

pitches.	

Step	3:	Have	the	student	analyze	the	score	in	that	section.	

Step	4:	Check	for	any	errors.	

Step	5:	After	their	work	has	been	checked	and	any	errors	have	been	fixed	have	the	

student	find	what	member	of	the	chord	they	are	playing	during	the	passage.	
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Have	them	notate	whenever	they	have	a	non-chord	tone	and	what	type	it	is.	

Ask	the	student	which	notes	in	the	passage	should	be	emphasized.	Ask	the	

student	to	identify	where	the	climaxes	of	the	phrases	are.	

Step	6:	Play	a	simplified	version	of	the	accompaniment	on	the	piano	slowly.	Have	

the	student	listen	once,	audiating	their	part	in	their	head.	They	should	be	

accounting	for	any	tendency	tones	(such	as	leading	tones,	thirds,	and	

sevenths)they	have	in	the	passage	and	adjust	them	accordingly.	

Step	7:	Next	have	them	sing	their	part	while	you	play.	

Step	8:	Once	the	student	has	mastered	the	previous	step,	have	them	buzz	the	line	on	

their	mouthpiece.	This	will	allow	them	to	connect	their	singing	to	the	horn	

playing	without	the	aid	of	the	instrument	to	lock	in	pitches.	This	may	take	

them	a	few	more	tries	than	singing	would.	

Step	9:	After	they	have	successfully	buzzed	the	passage	a	few	times,	have	the	

student	play	the	passage	on	the	horn.	

Step	10:	The	student	should	now	have	a	better	grasp	on	both	pitch	accuracy	as	well	

as	musicality	and	intonation,	accounting	for	the	tendency	tones	they	have,	

non-chord	tones,	and	perform	the	phrase	with	proper	shaping.	
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Guide	to	“Lesson	2:	Analysis	and	Application”	

	 Many	horn	players	seem	to	do	well	in	preparing	the	notes	and	rhythms	of	

their	repertoire.	However,	there	is	much	more	to	playing	music	than	that.	Musicality	

is	a	major	issue	for	young	players.	These	students	seem	to	have	an	issue	grasping	

the	concept	that	the	structure	of	a	composition	is	what	instructs	the	player	to	

intuitively	provide	the	inflection	needed	to	perform	a	piece	musically.	

	 A	key	element	that	students	can	observe	in	a	composition	to	better	

understand	and	execute	it	is	its	harmonic	structure.	If	a	student	does	not	know	the	

harmonic	structure	or	chord	progression,	they	are	less	likely	to	be	able	to	anticipate	

where	their	musical	line	is	headed	and	therefore	will	most	likely	perform	it	without	

any	inflection,	direction,	or	musicality.	

	 The	first	step	for	the	student	is	to	figure	out	the	underlying	harmonic	

progression.	This	is	the	basis	of	how	to	understand	the	phrasing.	Where	is	the	

climax	of	the	line?	Where	and	how	does	it	cadence?	Should	it	have	a	sense	of	finality	

or	end	in	a	way	that	demands	more?	These	are	the	questions	that	the	student	should	

ask	as	they	work	to	analyze	a	composition.	

	 Another	advantage	of	analyzing	the	harmony	is	that	the	student	can	

understand	their	role	in	the	music	much	better.	They	can	see	what	member	of	the	

chord	they	are	playing	and	adjust	their	intonation	to	play	better	in	tune	to	create	

purer	sounding	chords.	They	can	also	see	when	they	are	playing	something	that	is	

not	part	of	the	chord.	

For	non-chord	tones,	they	should	use	their	knowledge	to	know	when	to	lean	

into	them	or	add	emphasis	to	them	and	how	they	should	resolve	them.	This	would	
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be	based	on	the	type	of	non-chord	tone.	If	the	student	is	struggling	with	this	concept	

clue	them	into	how	the	note	is	approached	and	how	it	is	left.	This	can	help	guide	

them	to	performing	these	inflections	in	a	manner	that	makes	musical	sense	and	is	

satisfying	to	the	listener.	
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Lesson	3:	Audiate,	Sing,	Play	

Objective:	Student	will	be	able	to	alternate	hearing/maintaining	pitch	in	their	head,	

singing	aloud,	and	playing	a	melody	at	any	given	part	of	a	phrase.	

Materials:		

Student’s	repertoire	

Sight	reading	books	

Duets	

Horn	

Metronome	

Tuner	or	piano	(for	pitch	reference)	

Procedure:	

Step	1:	Start	easy.	Use	a	melody	that	the	student	knows	very	well.	This	can	come	

from	their	prepared	repertoire	or	even	something	as	simple	as	a	nursery	

rhyme	that	has	been	put	into	notation.	

Step	2:	Supply	the	student	with	the	tonic	note.	Then	ask	the	student	to	figure	out	

what	the	first	pitch	of	the	phrase	is.	Have	them	sing	it	out	loud	to	make	sure	

they	are	starting	off	correctly.	

Step	3:	Tell	the	student	that	they	are	to	audiate	the	melody	with	the	metronome	and	

that	they	will	alternate	audiation	and	singing	when	told.	Start	off	by	making	

these	switches	on	places	that	make	sense	in	the	music	(every	bar	they	switch	

from	one	to	the	other).	

Step	4:	At	the	end	of	the	short	song	or	phrase,	check	if	they	were	able	to	hold	pitch	

and	key	by	playing	their	final	note	on	the	piano	or	the	tuner.	
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Step	5:	If	the	student	ended	up	losing	pitch	or	changed	key,	try	the	exercise	again	

but	with	smaller	increments	of	audiation	compared	to	singing	aloud.	If	the	

student	has	better	success	switch	back	to	a	more	even	amount	of	audiation	to	

singing.	

Step	7:	When	the	student	has	mastered	this,	change	the	format	to	be	audiation	and	

playing.	Use	the	same	approach.	If	the	student	is	having	note	issues	on	their	

horn	after	audiation,	they	are	likely	losing	pitch	or	changing	keys	in	their	

mind	which	is	causing	them	to	crack	notes	or	play	out	of	tune.	

Step	8:	Adjust	the	balance	of	audiation	to	playing	or	singing	as	you	see	fit.	You	can	

even	combine	the	three	elements.	To	make	it	more	difficult,	have	the	points	

of	transition	in	more	random	places	and	not	just	after	bar	lines,	etc.	

Step	9:	As	the	student	gets	better	at	this	exercise,	you	can	challenge	them	by	giving	

them	things	they	have	never	heard	or	played	before,	such	as	short	sight-

reading	melodies.	Another	challenge	is	duets:	have	them	audiate	their	part	

while	you	are	playing,	etc.	Change	roles	frequently,	allowing	them	to	play	

alone,	audiate	while	you	play,	and	occasionally	neither	of	you	play	or	both	of	

you	play.	
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Guide	to	“Lesson	3:	Audiate,	Sing,	Play”	

	 One	of	the	most	difficult	things	about	being	a	horn	player	is	entrances.	Even	

when	we	can	hear	the	pitch	in	our	mind,	sometimes	we	are	still	in	danger	of	playing	

the	wrong	note	or	chipping.	It	is	best	to	be	over	prepared	in	these	instances	by	

making	entering	on	any	given	note	a	skill	to	remove	the	fear.	

	 Audiation	is	an	interesting	skill	to	assess	because	it	is	a	silent	action.	In	order	

to	assess	the	audiation	(to	the	best	of	our	ability)	we	surround	it	with	something	

audible	and	switch	back	and	forth.	If	the	student	is	successful	in	the	audible	portion,	

then	we	can	most	likely	gauge	that	their	audiation	was	correct	and	that	in	their	

mind	they	held	both	pitch	and	key	center.	However,	if	the	student	enters	out	loud	on	

the	wrong	pitch	or	out	of	tune,	we	can	assume	that	they	lost	pitch	in	their	audiation.	

It	is	understandable	that	the	skill	of	audiation	takes	time,	and	it	may	be	difficult	at	

first	to	hold	pitch	if	the	melody	is	very	long.	Starting	with	shorter	chunks	of	music	

for	the	student	to	audiate	will	help	set	them	up	for	success	when	they	enter	out	loud	

because	there	is	a	shorter	time	and	fewer	notes	for	them	to	hold	pitch.	As	they	get	

better	and	better	this	amount	of	time	can	increase.	

	 This	skill	ultimately	can	help	the	horn	student	be	more	successful	in	their	

aural	skills	courses.	Most	sight-reading	exams	require	the	student	to	step	into	a	

room,	flip	over	a	page,	hear	the	key	center,	study	the	melody	in	their	mind	for	30	

seconds	and	then	perform	it.	The	problem	for	many	students	is	that	they	lose	track	

of	pitch	during	the	30	seconds	and	halfway	through	the	melody	are	lost	in	a	tonal	

sense,	making	their	practice	time	inefficient	after	that.	Practicing	audiation	with	

singing	in	between	can	help	the	student	get	closer	to	becoming	a	great	sight	reader	
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because	they	will	slowly	bridge	the	gap	until	they	can	hold	pitch	in	their	mind	for	30	

seconds	and	from	there	even	longer.	
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Lesson	4:	Interval	Training	

Objective:	Student	will	be	able	to	perform	the	correct	interval	asked	for	based	on	

the	root	note	provided	on	the	page.	

Materials:	

Notecards	

Pencil	

Horn	

Preparation:	

-On	the	notecards,	write	out	every	note	(on	staff	notation)	available	within	the	most	

used	range	of	the	horn	(written	F3	up	to	written	C5).	This	may	be	a	significantly	

smaller	range	for	a	younger	student.	

-On	top	of	each	note	write	out	a	random	interval	with	an	arrow	up	or	down,	

denoting	if	the	interval	is	ascending	or	descending.	Make	sure	that	in	the	upper	

range	they	do	not	cause	the	player	to	play	outside	of	their	range.	

Procedure:	

Step	1:	Shuffle	the	note	cards	and	place	the	face	down	in	a	pile.	

Step	2:	Choose	2	note	cards	to	start	with	from	the	top	of	the	pile	and	place	them	on	

the	stand	in	any	order	you	want.	

Step	3:	Tell	the	student	that	you	will	play	the	written	pitch	and	that	they	must	

calculate	and	perform	the	interval	above	or	below	the	note	as	indicated	by	

the	card.	

Step	4:	Start	with	the	metronome	at	60bpm.	Instruct	the	student	that	you	will	play	

your	note	on	beat	1	and	hold	out	for	a	whole	note	before	moving	to	the	note	
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on	the	second	card.	The	student	will	play	their	interval	as	a	half	note	on	beat	

three	for	both	notecards.	

Step	5:	Continue	this	process	switching	out	cards	until	the	student	has	performed	5	

sets	of	notecards	correctly	in	a	row.	

Step	6:	As	the	student	improves,	place	more	and	more	notecards	on	the	stand.	

Step	7:	You	can	also	either	bump	up	the	tempo,	or	halve	the	length	of	all	the	notes,	

the	teacher	playing	on	beats	1	and	3	and	having	the	student	play	on	beats	2	

and	4.	

	

*Note:	It	is	important	to	understand	that	this	skill	will	take	time	and	this	lesson	is	to	

be	taught	over	more	than	one	lesson.	The	skill	requires	calculation	as	well	as	a	quick	

ear	to	hear	the	pitch	they	must	enter	on.	This	skill	requires	patience	and	can	cause	

frustration	if	not	done	slowly	and	in	moderation.	It	is	crucial	that	you	keep	the	

student	motivated	and	offer	positive	feedback	as	much	as	possible	so	that	they	do	

not	become	discouraged.	
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Guide	to	“Lesson	4:	Interval	Training”	

	 One	of	the	most	basic	skills	learned	in	aural	skills	class	is	hearing,	identifying,	

and	singing	intervals.	If	this	skill	is	not	developed	well	enough	the	student	could	

have	difficulty	as	more	requirements	are	stacked	on	top,	especially	when	seeing	

intervals	in	context	of	a	melody	within	a	certain	key	(Karpinski,	2000).	It	is	no	

surprise	that	students	who	have	a	difficult	time	with	intervals	end	up	struggling	

with	exercises	such	as	dictation,	sight-singing,	and	even	things	as	simple	as	chord	

identification.	With	that	said,	a	solution	to	give	the	students	more	practice	at	this	

basic	skill	would	be	to	implement	it	into	their	instrumental	lessons.	

	 There	is	another	advantage	to	this	lesson.	As	a	horn	player,	we	often	come	

across	transposition,	especially	when	we	are	performing	orchestral	works	from	the	

common	practice	period.	The	composers	of	the	time	would	write	parts	for	the	

natural	horn	in	various	keys	and	the	player	would	be	required	to	play	the	correct	

harmonic	on	the	instrument	or	manipulate	their	hand	to	create	the	notes	that	did	

not	exist.	Today’s	players	use	the	now	fully	chromatic	instrument	to	their	advantage	

and	use	the	levers	on	the	instrument	to	play	more	in	tune,	not	always	playing	a	

single	fingering.	

	 One	of	the	most	common	methods	for	transposition	is	by	interval.	For	

example,	if	the	student	is	playing	Horn	in	E-flat,	they	are	required	to	transpose	the	

written	part	down	a	major	2nd	(because	the	modern	horn	is	pitched	in	F).	

Transposition	is	a	skill	that	requires	quite	a	bit	of	training	and	without	regular	

practice	does	not	improve	or	the	student	loses	the	skill.	
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	 This	method	of	seeing	a	note	and	producing	the	interval	asked	for	with	

limited	time	for	processing	can	make	the	student	faster	and	ultimately	lead	to	them	

being	able	to	transpose	by	sight.	They	will	also	simultaneously	be	learning	to	hear	

the	intervals	as	they	work	through	them	with	their	teacher,	connecting	sound	to	the	

label.	
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Lesson	5:	Error	Detection	

Objective:	Student	will	use	their	critical	listening	skills	to	determine	any	mistakes	

or	inaccuracies	in	a	performed	passage	while	assessing	with	the	sheet	music.	

Materials:	

Two	copies	of	the	same	composition	

Pencils	

Horn	(for	the	teacher)	

Procedure:	

Step	1:	The	student	will	have	30	seconds	to	look	over	a	short	phrase	of	music	(about	

8-16	measures).	The	student	will	only	be	allowed	to	hear	the	starting	pitch.	

Step	2:		The	student	will	audiate	through	the	phrase	in	their	head.	

Step	3:	The	teacher	will	perform	the	phrase	but	will	make	between	2-4	mistakes	

throughout.	It	is	suggested	that	the	teacher	mark	in	their	copy	what	mistakes	

they	will	make.	

Step	4:	The	student	will	mark	where	they	think	the	mistakes	were	played.	

Step	5:	The	teacher	will	perform	the	same	phrase	again.	

Step	6:	The	student	will	mark	what	type	of	mistake	was	played	(incorrect	rhythm,	

pitch,	articulation,	or	dynamic).	

Step	7:	The	teacher	will	perform	one	more	time.	

Step	8:	The	student	will	write	in	what	rhythm,	pitch,	articulation,	or	dynamic	was	

performed	by	the	teacher.	

Step	9:	The	student	will	compare	their	copy	of	the	music	with	the	teacher’s	copy	to	

check	their	work.	



Texas	Tech	University,	Michelle	Shaheen,	May	2022	
 

	 57	

Guide	to	“Lesson	5:	Error	Detection”	

	 The	lesson	above	aims	to	have	the	student	listening	in	a	critical	manner.	This	

type	of	listening	is	just	as	important	as	students	are	faced	with	issues	like	this	in	

their	ensembles	as	well	as	in	their	solo	playing.	A	student	must	be	able	to	identify	

when	a	wrong	note	is	played,	either	by	themselves	or	by	others.	This	requires	the	

use	of	aural	imagery,	or	the	ability	to	correlate	a	written	pitch	to	a	sound	or	vice	

versa	(Beckman,	2011).	

	 The	key	to	this	skill	lies	in	the	other	aural	skills	they	have	acquired.	The	

student	needs	to	be	able	to	hear	what	they	see	accurately	and	be	able	to	hear	the	

difference	between	what	it	should	sound	like	and	what	is	being	performed.	The	

student	must	have	enough	skill	to	discriminate	a	wrong	note	from	a	right	note	as	

well	as	a	wrong	value	or	rhythm.	These	are	the	two	basic	requirements	for	this	

lesson.	

	 The	other	aural	skills	needed	for	this	lesson	are	in	being	able	to	listen	

critically	for	the	details.	Articulation	is	a	detail	that	sometimes	goes	unnoticed	by	

some	when	working	with	a	group.	Perhaps	a	single	person	is	not	matching	the	rest.	

This	would	lead	to	a	muddy	or	unclear	texture.	If	your	student	is	the	section	leader	

in	their	ensemble,	they	need	to	make	sure	they	address	their	section	mate	if	they	are	

not	matching	articulation	with	the	rest	of	the	players.	This	can	apply	to	any	scenario.	

Even	the	student	with	a	piano	accompanist	must	be	able	to	hear	this	nuance	so	that	

they	can	match	or	ask	the	pianist	to	match	their	style.	

	 Dynamic	contrast	is	another	quality	of	music	whose	listening	skill	needs	to	

be	honed.	Many	players	tend	to	estimate	their	dynamics	or	do	not	perform	them	
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evenly	or	with	as	much	contrast	as	is	necessary.	If	a	student	can	become	aware	

enough	of	someone	else’s	dynamic	control,	they	have	a	higher	chance	of	having	

awareness	of	their	own	dynamic	control.		
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Lesson	6:	Articulation	Identification/Style	Imitation	

Objective:	By	the	end	of	the	lesson,	the	student	will	have	identified	various	

articulations,	styles,	and	musical	inflections	in	a	recorded	passage	and	notated	them	

as	such.	

Materials:		

Speakers	or	headphones.	

A	short,	recorded	excerpt.	

-This	can	be	anything	ranging	from	an	orchestral	excerpt	to	a	solo	or	etude	or	

even	an	improvisation.	

-Feel	free	to	draw	this	from	any	instrument	or	voice	as	well	as	any	style.	

Sheet	music	of	said	excerpt	without	any	style	markings	or	articulations	on	the	page.	

-The	teacher	can	rewrite	the	excerpt	by	hand	or	in	a	notation	software	to	

eliminate	any	style/dynamic/articulation	markings.	

Pencil	

Horn	

A	digital	recording	device	

-This	can	be	anything	with	that	capability,	including	a	smart	phone,	tablet,	

laptop,	computer,	or	a	Zoom	recorder	

Procedure:	

Step	1:	Place	the	excerpt	of	music	in	front	of	the	student.	

Step	2:	Allow	the	student	to	study	the	excerpt	briefly.	

Step	3:	Play	the	recording	of	the	excerpt	and	have	the	student	follow	along.	
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Step	4:	Following	the	first	listening,	have	the	student	pick	up	their	pencil	and	mark	

any	obvious	articulations	or	dynamics.	

Step	5:	Have	the	student	put	the	pencil	down	again.	

Step	6:	The	student	will	listen	to	the	excerpt	a	second	time.	

Step	7:	The	student	will	mark	more	articulations	and	dynamics	as	well	as	any	tempo	

fluctuations	with	a	forwards/backwards	facing	arrow	or	a	

ritardando/accelerando	in	the	music.	

Step	8:	The	student	will	hear	the	excerpt	once	more	with	the	pencil	in	hand	and	

making	any	changes	or	additions	during	this	listening.	

Step	9:	The	student	will	put	their	pencil	back	down.	

Step	10:	The	student	will	now	sing	the	passage	to	the	best	of	their	ability	with	the	

inflections	written.	This	is	recorded	on	the	digital	recording	device.	

Step	11:	The	student	will	play	the	passage.	This	is	recorded	on	the	digital	recording	

device.	

Step	12:	The	student	will	now	listen	to	their	performance	of	the	music.	

Step	13:	The	student	will	listen	to	the	original	excerpt	recording.	

Step	14:	The	student	will	compare	and	make	any	adjustments.	

Step	15:	The	student	will	perform	and	record	once	more.	

	

*Note:	Depending	on	the	playing	ability	of	the	student	make	sure	that	the	excerpt	

they	mark-up	is	within	their	range	and	technique	parameters.	If	this	means	that	the	

excerpt	must	be	very	easy	and	no	recordings	exist,	the	teacher	can	record	their	own	

excerpt	for	the	student.	
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Guide	to	“Lesson	6:	Articulation	Identification/Style	Imitation”	

	 Another	important	factor	for	musicians	of	all	types	to	take	into	consideration	

is	the	ability	to	perform	in	the	correct	style	with	the	correct	articulation.	Vocalists	

spend	years	and	sometimes	must	take	classes	focusing	on	their	diction,	which	is	the	

pronunciation	of	the	text	they	sing.	As	instrumentalists	it	is	just	as	important	to	play	

with	the	correct	articulation	as	it	is	for	a	singer	to	perform	with	proper	diction.	The	

composer	intends	a	certain	level	of	clarity	and	uniformity	–	and	sometimes	the	

opposite	–	which	is	brought	out	by	the	level	of	attention	the	musicians	give	to	what	

style	markings	they	have	written	in	their	music.	

	 This	lesson	plan	allows	the	student	to	devote	their	ears	to	not	the	pitches	but	

how	each	note	starts	and	ends.	The	student	will	be	listening	for	articulation	as	well	

as	any	other	inflections	played	by	the	performer.	Much	like	a	child	learns	to	speak	

and	articulate	by	hearing	the	adults	around	them,	thinking,	and	attempting	to	copy	

or	recreate	the	sounds	they	hear,	the	student	will	try	their	best	to	hear,	analyze,	and	

imitate	the	articulations	and	inflections	of	the	recorded	excerpt.	

	 This	skill	is	important	for	musicians	as	it	adds	to	their	metaphorical	musical	

language	and	fluency.	If	each	musical	time-period	could	be	thought	of	as	a	different	

musical	place,	the	musicians’	style	is	the	equivalent	of	the	dialect	spoken	there.	If	a	

musician	plays	in	the	wrong	“dialect”	they	will	stick	out	among	other	players	who	

are	playing	in	the	correct	style,	much	like	an	American	would	stick	out	due	to	their	

accent	among	people	in	England.	

	 It	is	necessary	for	musicians	to	hone	this	skill	early	on.	Most	young	players	

tend	to	play	everything	long	and	with	a	“tah”	or	“dah”	articulation.	While	this	is	fine	
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at	first	and	helps	the	student	understand	how	to	articulate	clearly	and	uniformly	

with	their	ensemble,	it	also	means	they	probably	will	have	difficulty	articulating	

differently	or	playing	shorter	until	they	have	had	a	proper	model	to	hear	as	an	

example.	

	 Another	reason	is	that	many	students	perform	articulations	such	as	accents	

with	a	very	shallow	concept	of	how	they	are	properly	done.	Most	immature	players	

will	perform	an	accent	by	tonguing	harder.	In	reality,	what	they	need	is	a	larger	

volume	of	air	behind	their	tongue	to	start	the	note.	Another	misconception	is	a	

“fortepiano”.	Many	play	this	as	an	accent	and	an	immediate	drop	in	dynamic.	

However,	the	proper	way	to	perform	this	is	that	the	forte	should	last	a	little	longer	

and	does	not	require	an	accent	to	start	the	note.	

	 By	paying	special	attention	to	an	excerpt	to	find	these	nuances,	the	student	

would	potentially	be	able	to	hear	how	these	articulations	truly	sound	and	know	how	

to	distinguish	between	the	different	stylistic	markings.	
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Lesson	7:	Composing	Duets	

Objective:	The	student	will	be	able	to	compose	a	harmony	to	an	existing	melody	

based	on	the	implied	chords	given	and	will	be	able	to	audiate,	sing	and	play	along	on	

their	horn.	

Materials:	

Short	melodies	(about	4-8	measures)	with	implied	chords	written	beneath	

-The	melodies	could	come	from	actual	duets	but	if	so,	you	must	cover	up	the	

second	horns’	part	from	view.	This	would	allow	you	to	provide	the	chords	as	

well	more	easily.	

Pencil	

Staff	paper	

Horn	

Procedure:	

Step	1:	The	student	will	take	the	short	melody	and	with	the	help	of	the	implied	

chords,	composed	their	own	harmony	or	second	horn	part	to	create	a	duet.	

Step	2:	The	student	must	compose	following	rules	of	composition	and	utilize	proper	

voice	leading.	If	the	student	needs	help	assist	them.	

Step	3:	The	student	should	keep	in	mind	the	stylistic	choices	of	their	composition	

based	on	the	style	of	the	melody.	

Step	4:	Once	the	student	has	completed	the	composition,	perform	it	with	them.	Ask	

them	to	evaluate	what	they	heard,	and	if	it	felt	like	it	made	sense	to	play.	

Would	they	like	to	change	anything?	If	so	allow	them	to	do	that	and	

experiment.	
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Step	5:	Perform	it	again.	When	they	are	satisfied	with	their	composition,	switch	

parts.	

	

*Note:	When	choosing	a	melody	for	the	student	to	compose	a	duet	for,	be	diverse	

with	styles.	Maybe	the	first	one	should	be	a	hunting	horn	melody,	allowing	the	

student	to	draw	on	their	knowledge	of	harmonic	series	style	of	composition.	

Perhaps	the	next	should	be	the	opposite	or	more	chromatic	and	lyrical.	Overall	bring	

in	as	many	styles	as	possible	so	that	the	student	can	apply	different	composition	

techniques	and	so	that	they	do	not	get	bored.	
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Guide	to	“Lesson	7:	Composing	Duets”	

	 Composition	requires	not	only	creativity,	but	knowledge	of	counterpoint,	

chord	progression,	and	voice	leading	as	well	as	understanding	of	style	and	the	

ability	and	range	of	the	instrument	that	is	being	composed	for.	

	 In	the	case	of	this	lesson,	the	chord	progression	is	provided,	however,	the	

inversion	or	figured	bass	is	not.	The	student	would	have	to	navigate	the	best	

possible	options	when	writing	in	the	second	horn	part	to	make	it	follow	the	rules	of	

the	common	practice	period.	

	 Keeping	the	melodies	short	helps	keep	things	simpler	so	that	the	student	has	

a	greater	chance	of	success,	and	they	will	not	have	much	opportunity	to	do	anything	

that	will	get	them	stuck	(so	to	speak).	The	student	will	have	limited	options	based	

on	the	chords	provided	and	will	most	likely	be	able	to	navigate	what	inversion	to	

use	as	well	as	if	they	can	implement	any	passing	tones	to	smooth	out	the	movement	

from	chord	to	chord.	

	 If	taught	in	a	teacher	guided	manner,	this	lesson	could	help	the	student	be	

more	successful	in	theory	class,	where	students	occasionally	must	write	out	

counterpoint	species	as	well	as	realizing	an	SATB	part	writing	exercise	based	on	a	

single	line	with	chords	beneath	them.	

	 Beyond	that,	the	student	also	gets	to	practice	recognizing	certain	styles	in	

horn	repertoire,	such	as	the	hunting	horn	style	commonly	used	in	the	early	classical	

period.	If	the	student	understands	the	style	of	the	melody,	they	will	be	much	more	

successful	in	producing	a	second	part	that	is	stylistically	appropriate	and	that	fits	

well	with	the	melody	provided.	Also,	if	they	understand	the	style	well	enough	to	be	
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able	to	compose	it,	then	they	will	have	a	grasp	on	how	it	sounds	in	their	mind,	

assisting	them	in	performing	it	with	the	proper	articulation	and	inflection,	allowing	

for	a	much	more	musical	performance.	

	 	



Texas	Tech	University,	Michelle	Shaheen,	May	2022	
 

	 67	

Lesson	8:	Post-Tonal	Musicality	(Upper-Level	Theory)	

Objective:	By	the	end	of	the	lesson,	the	student	will	have	analyzed	a	post-tonal	

composition	by	finding	similar	elements	in	rhythm	and	pitch	and	will	know	how	to	

identify	and	shape	a	phrase	in	a	non-tonal	composition	to	play	it	with	more	

direction	and	musicality.	

Materials:	

Any	post-tonal	composition	(a	photocopy)	

-Can	be	for	any	instrument	so	long	as	the	written	pitch	is	in	the	range	of	the	

students	comfortable	playing	ability.	

-If	coming	from	another	instrument,	make	sure	that	any	special	

techniques	written	in	the	music	do	not	interfere	with	the	ability	of	the	

student	to	read	it.	

-Unaccompanied	music	is	preferred.	

Pencil	

Highlighters	(multiple	colors)	

Keyboard	

Horn	

Procedure:	

Step	1:	Look	over	the	composition	together.	Find	intervals	that	come	up	frequently.	

Especially	uncommon	ones	such	as	the	tritone	or	any	7ths.	Mark	these	with	a	

pencil	by	circling	them.	

Step	2:	Locate	any	repeated	material.	This	can	be	a	full	repetition	of	a	whole	theme,	

or	even	just	a	few	notes.	This	can	also	be	a	rhythmic	motive	as	opposed	to	
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pitch.	Mark	all	matching	motives	with	a	highlighter.	One	color	for	every	

motive	to	group	them	together.	

Step	3:	Locate	the	slowest	and	the	fastest	tempi	in	the	piece.	Analyze	the	rhythmic	

activity	of	the	music	in	those	sections.	How	do	they	differ?	Are	any	of	those	a	

climax	in	the	music?	

Step	4:	Locate	any	gradual	dynamics.	Do	they	line	up	with	the	musical	lines	shape?	

Is	the	loudest	moment	the	highest	note?	

Step	5:	Find	the	largest	cohesive	section.	Break	it	down	into	smaller	phrases.	Try	to	

sing	through	each	one.	If	it	is	too	atonal	for	the	student	to	sing,	have	them	

transpose	it	to	concert	pitch	and	play	it	on	the	piano	until	it	is	in	their	ear.	

Then	have	them	sing	it.	After	they	can	sing	each	small	phrase	have	them	try	

to	put	them	together	to	sing	the	whole	section.	

Step	6:	Perform	the	section	on	the	horn,	paying	attention	to	any	repeated	motives,	

dynamics,	and	line	shaping.	

	

*Note:	This	lesson	is	the	most	advanced	in	terms	of	theory	knowledge.	Not	all	

colleges	cover	much	post-tonal	techniques	in	their	theory	courses.	If	the	student	has	

the	knowledge,	the	analysis	can	include	some	set	theory	as	well	as	scale	

identification.	It	is	also	much	more	difficult	aurally	and	they	student	may	have	

difficulty	singing	the	passage	even	after	performing	it	on	a	keyboard.	It	is	important	

to	remain	patient	as	note	inaccuracies	in	post-tonal	or	atonal	works	are	much	more	

frequent	until	the	student	can	hear	all	the	intervals	relationships	of	the	composition	

in	their	mind.	
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Guide	to	“Lesson	8:	Post-Tonal	Musicality	(Upper-Level	Theory)”	

	 This	lesson	plan	serves	to	benefit	a	student	who	comes	across	repertoire	that	

is	more	complex	that	comes	from	the	20th	century	and	later.	This	type	of	music	is	

experimental	and	does	not	solely	aim	to	have	a	clear	melody,	but	instead	is	cohesive	

based	on	things	such	as	rhythm,	pitch	classes,	and	sound	qualities.	

	 Most	students	tend	to	shy	away	from	something	that	lacks	clear	melody.	

Mostly	because	it	is	harder	to	hear.	I,	myself,	shied	away	from	playing	Vincent	

Persichetti’s	“Parable”	until	graduate	school	because	the	intervals	were	difficult	for	

me	to	hear,	and	the	rhythms	were	odd.	The	composition	overall	was	difficult	even	

after	the	correct	notes	and	rhythms	were	played.	This	is	because,	in	order	to	make	a	

memorable	musical	performance	of	it,	an	understanding	of	what	drives	the	piece	

forward	and	keeps	it	together	is	absolutely	necessary.		Without	this	understanding	

this	sort	of	music	can	fall	flat	and	is	difficult	for	an	audience	to	listen	to.	Without	any	

musical	direction	or	phrasing,	it	will	sound	more	like	notes	on	a	page	than	cohesive	

and	well	thought	out	musical	ideas.	

	 By	having	the	student	find	these	motives	and	similarities	in	the	music,	they	

already	will	have	a	better	chance	at	understanding	the	composition.		They	will	be	

able	to	connect	the	musical	thoughts	that	the	composer	intended	to	form	cohesive	

sections	of	music.	

	 Even	if	a	student	does	not	learn	about	the	theory	of	post-tonal	music	or	pitch	

class,	this	lesson	can	still	be	done.	The	student	is	still	very	capable	of	noticing	

patterns	of	interval	or	of	repeated	pitches	and	rhythms	and	this	will	be	enough	for	

the	student	to	see	the	connections.	


